her strenuous music teaching schedule-about 50 pupils a year averaging a teaching day of about seven hours. 3 The difficulties of wearing the hats of both composer and pedagogue are evident in a letter of 12 June 1966 to Lillian Lee of the Berklee School of Music. In it, Eggleston apologizes for having taken so much time for lesson ten from a twenty-five-lesson correspondence course in "techniques of modern music and jazz, in theory as well as in practice." 4 When it arrived, I was right in the middle of preparing five entries for a local CBC composers competition, which had an April 15th deadline. This month and last I have had 20 piano + theory students trying Royal Conservatory of Music in Toronto examinations. Also have 2 student piano recitals to prepare for the end of the month. 5 Clearly, Eggleston valued pedagogy as much as composition and devoted much of her life to combining both activities.
teaching Materials
The Eggleston Fonds give us a glimpse of not only the scope of her pedagogical approach but also the conservation and reuse of pedagogical materials, this dating even back to her days as a student. Eggleston preserved meticulously her class notes from her University of Toronto studies. One section of a notebook consists of notes taken during two semesters of study (October 1957 to February 1958 on the pedagogy of theory. 6 Throughout the years, she preserved and reused many materials, such as notes for students (in red, green, and blue ink) telling them to bring their books and to not cancel lessons during exams. 7 Eggleston's approach to teaching was eminently practical, concentrating on particular skills and problems in isolation. Something of this approach can be seen in a list of compositions written for teaching: 8 She also wrote Triple-Trouble for piano wherein the right hand plays for only twenty-five measures, followed by left hand for only twenty-five measures; one is the mirror inversion of the other. 9 None of these are true compositions, but instead drills or exercises to improve specific skills in the young pianist.
Throughout her career, Eggleston was concerned particularly with teaching the student to understand music theory in a practical manner. This concern is reflected again in the titles and subject matter of her pedagogical compositions: 10 Root Position Major Triads Dominant Shortkeys (arpeggiated dominant seventh chord on C) Contrary Dominant 7th chords: Arm Rotation Trills: 1st Three Notes of any Scale (includes different fingering for left hand and right hand in top corners) Rhythms for Minor Scales: Melodic What To Do at the Cadence (includes durational patterns for 6/8 with one common cadential duration of quarter/eighth/dotted quarter) Exercises with Line Doubled in Two Hands Chromatic Crawl in the Keys of C, G, F, D, Bb, A, Eb, E, Ab, B, Db, F # (pattern consists of scale degrees 1-2-3-4-5-3-b6-4/6-# 4-b7-5-7-# 5-6-1/1-2-b3-4-5-b4-# 5-3/6-4-# 6-# 4-7-5-b6-1) Integrated Exercises (two hands are durationally independent) Also Whole Tone and Chromatic (upper-neighbour 11 With the insertion of such excerpts from different repertoire, the young student would be exposed to music and learn specific skills.
In addition to these exercises, the Eggleston Fonds include observations made throughout the years on teaching beginner pianists. The following transcription gives an idea of Eggleston's concern with a young student's psychology 12 :
Observations + ideas concerning
• starting to play piano
• one of the very basic problems to clear up is to make sure that the very young starter knows which hand is the right hand, which hand is the left hand
• many beginner books tend to rush through what is being learnedneed more practical work to get students familiar with the keyboard
• hands seem to work better
• After R + L hand are sorted out-then the fingers must be sorted out too. Must learn direction that high pitch notes are right, low pitched notes are on the left
•

Problem of long notes + long rests in beginners material
• kids like to play + keep going-don't like to measure silences as well as sound
Eggleston preserved these materials as part of the documents she wanted donated to Library and Archives Canada. Struggling throughout her life to reconcile two professions, she wanted to be remembered not solely as a composer, but also as a dedicated piano pedagogue. The materials described here show her commitment to teaching.
private Students
Eggleston included some of her works in her students' recitals. For example, there are reports of her students playing "Parade on Parliament Hill" from Sketches of Ottawa (1962; 15 June 1972) , "Canoeing on the Canal" from Sketches of Ottawa (1962; 21 June 1967) , "Seven Studies in Search of a Title" (1963) , "Dawn on Dow's Lake" from Sketches of Ottawa (1963; 1965; 21 June 1969) , "Running on Rockliffe Park" from Sketches of Ottawa (1963) , "Crossing the Champlain Bridge" from Sketches of Ottawa (1964) , "The Peace Tower Clock Strikes Thirteen" from Sketches of Ottawa (1964) , "By the Colonel By Fountain" from Sketches of Ottawa (1964) , "The Bank Street Bus" from Sketches of Ottawa (1965 ), "Sonatine" (1965 21 June 1967 [Minuet only] ; 27 June 1973), "The Dashing Diplomats' Dance" from Sketches of Ottawa (21 June 1967), "Song for Expo" (27 June 1967), and "Hurry! Hurry! Hurry!" (27 June 1973). 13 For Eggleston, then, the composer and piano pedagogue became one. She composed some works with her students or the young pianist in mind. In an article written by Eggleston herself for promotional purposes, she affirms, "Since 1958 she has been teaching piano, theory, and composition privately in Ottawa. This has resulted in a number of works for young performers, including on Citadel Hill (1964) and Sketches of Ottawa (1962) for piano solo." 14 The list of miniatures for piano aimed at children is extensive, with many pieces one to two pages in length and with titles that would attract children, such as "The Circus," "The Lion and the Mouse," and "Fun on the Hill." 15
affiliation with Schools and other Music organizations
Eggleston's involvement with schools and music organizations led to an interest in her music from young pianists and the music community. She taught at the Glebe Centre and the Abbotford House 16 and would often be invited to attend performances of her works at student recitals. In the promotional article mentioned above, she notes a commission received from the Merivale High School Band for her work Suryanamaskar in 1972. 17 Keys I and II, In and Out, Left Hand Variants, Closed and Open Broken Triads, Majorminor, Minormajor, and Twelve-Step) would be considered in the future. 27 With her reputation well established and pieces included in the RCM syllabi, she was recognized in Ottawa as a leading figure in piano pedagogy, in particular for young children. 28
sketches of ottawa
With appealing titles particularly relevant to a child living in Ottawa, Sketches of Ottawa (1962) was also performed by professional pianists. The piece consists of twelve short movements, each with a subtitle, and it was included as part of the Grade 10 Royal Conservatory exams. 29 The movements are entitled "Parade on Parliament Hill," "Canoeing on the Canal," "Running in Rockliffe Park," "Dawn on Dow's Lake," "The Bank Street Bus," "Tiptoeing through the Tulips," "The Peace Tower Clock Strikes Thirteen," "Crossing the Champlain Bridge," "Gazing at the Gatineau Hills," "The Dashing Diplomat's Dance," "By the Colonel By Fountain," and "Merrymaking on the Mall."
Louise Milota performed the work on 10 December 1971 in Norway. 30 The Penny Press Ottawa writes on 7 November 1976 that the piece was to be included in a recital by Suzanne Chapin on 9 November 1976 at St. John's Anglican Church. 31 Just how did this work combine performance with pedagogical value? By drawing on landmarks to which a child from the Ottawa region would relate, Eggleston established a familiarity in the child's mind by evoking a specific image. The first movement, "Parade on Parliament Hill," creates the image of a marching band (see ex. 1). The repeated perfect fifth A2-E3 in the left hand imitates the regularity of the marching band, while the repetition of the melody in different registers imitates the sounds of specific instruments. The motive with the arpeggiated E-minor chord at measure 9 brings to mind the call of a horn or trumpet.
While a child could have imagined a band marching on Parliament Hill, the movement could also have served as a pedagogical tool. With the repeated dyad in the left hand (mm. 1-4), a young pianist could focus on the right-hand melody and observe its dynamic markings and slurred articulation. A student would also be introduced to the ternary design by a melody in common time surrounding a contrasting middle section in three. To highlight the middle section, Eggleston replaces the repeated A2-E3 dyad in the left hand and the stepwise melody in the right hand with new dyads and triads in the left hand and an arpeggiated horn motive in the right hand. By means of such a short, simple movement, Eggleston could refine her students' playing by focusing on clearly expressed dynamics, articulation, clef changes, changing time signatures, and small formal designs.
"Canoeing on the Canal" evokes the movement of paddles in and out of water through a repeated motive in the left hand of measures 1-12 and 19-24, and in the right hand of measures 13-18 (see ex. 2). The long melodic lines might represent a breeze on a warm summer day. From a technical perspective, these two characters challenge students' hand coordination, and simple variations to the melodic material keep the students on their toes. The two hands, for example, coincide on the last eighth note of the first measure; there the left hand completes a repeated two-note pattern, but the right hand leads smoothly onward to the next measure. At measure 13, the hands are reversed; the left hand takes over the melody, while the right hand plays the accompanying two-note figure.
The melody now begins on C5, a sixth higher than the original, and it changes in intervallic pattern in measure 14. By measure 15, the right hand plays the same A4 as in the original (m. 3), but with the eighth-note G4 the pattern falls one scale step lower than the original. The leap of the major third instead of major second at the end of the line (mm. 17-18), allows it to end on D4, as in the original. While the right hand at measures 13-16 is similar to the opening left hand, the pitch classes and contour are inverted. Instead of B b 3 leaping down a perfect fourth to F3, F5 leaps up to B b 5. By measure 14 this pattern has been disrupted, but the ascending leaps of a perfect fourth prevail until the end of measure 16. At measures 17-18, the downward contour of the original pentachord with its perfect fourths is replaced by an upward contour with perfect fourths. The two lines return to their original hand placement at measure 19 with the restatement of the opening. The piece challenges students to focus on compound metre, the Example 1: Eggleston, Sketches of Ottawa, first movement, "Parade on Parliament Hill" pedal, and hand coordination, all the while requiring of them a recognition of altered material, once more in a ternary design.
"Dawn on Dow's Lake" evokes the image of the sun rising on the water, but the rhythmic effect of the piece is anything but placid. To the student's mind, the sustained notes and high register in the left hand might represent the calmness of dawn, while the repetitive two-note pattern in the right hand represent the ripples in the water (see ex. 3). The sun's rising and a consequent increased activity on the lake are projected through the introduction of triplets and by increased dynamics. This movement explores the contrast of duple and triple groupings. The beginning clearly establishes the duple subdivision with running eighth notes, but at measure 9 Eggleston groups the eight notes in threes with slurs, followed by one measure of triplet-eighth notes, a return to the slurred eighth notes, and four measures of triplet-eighth notes. Regular Example 2: Eggleston, Sketches of Ottawa, second movement, "Parade on Parliament Hill" eighth notes, returning at measure 17, persist until the end, but a shift occurs with the half note in the left hand, which now falls on weak beats in measures 22-23. The last measure ends with an eighth-note fermata, suggesting a short pause before the opening of the following movement, which begins with the same bass note. This movement would be particularly useful in learning to play and hear two different metres or groups of notes: measures 1-8 are clearly in a simple triple metre, but by measure 9 one could conceive of this measure in 6/8. The triplets that follow force the student to alternate between duple and triple groups of eighth notes. By measure 13, a student could think of the duple eighth-note subdivision as the equivalent of the dotted quarter note, which is then divided into three eighth notes (the triplets of m. 9). In essence, measures 12-15 could be interpreted as the equivalent of 9/8. Since many pitches repeat, the student is free to focus on these rhythmic and metrical subtleties. One could also focus on dynamic changes, since Eggleston moves from pianissimo all the way to fortissimo within this short movement.
The 5/8 metre, running eighth notes, and chromatic lines of "The Bank Street Bus" no doubt are intended to portray a busy bus and its numerous passengers. Eggleston maintains the 3 + 2 division throughout the movement in the left hand, but the tied notes over the bar line would challenge the student, as would the accidentals and chromatic lines throughout and the division of two lines in the right hand (mm. 4, 8-9, 21, and 25-27) . Here, the student learns to focus on an unconventional metre and upon hand coordination. Perhaps most important from the perspective of a contemporary composer, however, is the post-tonal idiom of the work. While relating the piece to personal experiences, students would also be exposed to new sounds and scales. Works like these no doubt have many pedagogical benefits, but they appeal as well because of their charm, evocation of images, and careful use of modern harmonic idioms such as these.
Conclusion
Although Eggleston strived to be recognized as a composer and piano pedagogue, she had to relinquish both in her early fifties on account of deteriorating health. On a "Statement on Earnings as Music Teacher and Composer," Eggleston begins, "Because of two serious illnesses-meningitis and encephalitis-I was ill for a large part of 1984." 33 On 12 August 1987, Eggleston received a letter from the Canadian Music Centre informing her that no financial aid was available for senior or handicapped associates for performances of their works. This left her in a difficult financial position in terms of promoting her works. 34 She was admitted to hospital on 20 April 1988 because of a weak left arm and speech difficulties. Her mother writes in a letter dated 2 May 1988 that her daughter had suffered a stroke. 35 Her inability to teach and compose proved difficult. As an article written earlier attests, she thrived on these two professions:
Composing is a special interest of Anne's but she finds time to teach piano and other subjects. Last winter she had between 50 and 60 students. Though her primary instrument has always been the piano she has studied a number of others, notably the viola (as a student of Dr. J. Berljawsky), the violin, the recorder and guitar. Though most of her training has been in the classical field she has also been a serious student of jazz music. 36 In the years intervening since her death, however, Eggleston's reputation as a pedagogue has declined dramatically and it is largely Anne Eggleston the 36 Typewritten note, folder 40, box 4, EF.
Example 3: Eggleston, Sketches of Ottawa, fourth movement, "Dawn on Dow's Lake" composer who remains known. Although she took much pride in her hometown of Ottawa and composed works with titles referring to locations in that city, perhaps being situated outside the main cultural centres left her at a disadvantage in the promotion of her works. The legacy materials archived at Library and Archives Canada, only a few of which are touched upon here, attest to the importance this wonderful composer and pedagogue. 
